but who so had heard F.J. sing it to the lute, by a note of his owne devise, I suppose he would esteme it to bee a pleasaunt diddeldome... 13 The majority of Gascoigne's poems flagged up as having musical settings, then, show a lack of sophisticated engagement with musical forms and the recourse to metrical and formal innovation that they could require: their affinities are with ballads and hymns rather than courtly song. But in this case there is evidence of something more interesting.
That Gascoigne was developing his thinking about the relations between prosody and music is seen in 'Certayne Notes of Instruction', the prosodic treatise appended to The Posies (1575). In his discussion there of those 'pauses or rests in a verse, which may be called "cesures"', he observes that the caesura was 'first devised (as should seem) by the musicians' and gives advice on its placement in different metres.
14 These two features of his discussion are directly connected. It was understood by the Elizabethans (as it is by and large now) 15 that metres based on the insistent four-beat pattern could be presented as long or as short lines without that pattern changing: there was no metrical difference, for example, between a fourteener couplet and a ballad stanza (four lines alternating tetrameter and trimeter); again, poulter's measure could be presented as two long lines, a hexameter and fourteener, or as a quatrain, 6, 6, 8, 6. 16 Put another way, if a lyric in fourteeners could be fitted to a particular tune, that same tune would also match a lyric in ballad stanza. It is for this reason that
Gascoigne's guidelines on caesural placement rule that in hexameter the caesura falls after the sixth syllable and in heptameter after the eighth: it falls, that is to say, where the line break would fall in the short-line equivalent. A ballad stanza, a poulter's measure couplet, two fourteeners, all fit into four bars of music in 4/4; caesura and line end coincide with the end of a bar (though of course the first syllable of each iambic line would come at the very end of one of these notional bars, before the first beat of the next), and in the shorter metrical units (trimeter, or three-foot hemistich) they fall on the third beat with a rest on the fourth In Hyerarchies and straynes, in restes, in rule and space,
In monacordes and moving moodes, in Burdens under base:
In descants and in chants, I streined many a yel, But since Musicians be so madde, Fansie (quoth he) farewell.
Gascoigne gives us a long list of musical terms with very little effort to moralize them, or make them work as metaphors or even as puns. These lines therefore stand apart from the poem's other stanzas, which do more with the lexicons and contexts they evoke. This passage tells us that Gascoigne loved words, but it does not tell us that he loved music. Indeed, at face value it might be telling us that to the extent that Gascoigne studied music (and Boethian musica speculativa, really a branch of mathematics, was only required study as part of the quadrivium of the Master's degree), it made little sense to him. There is a certain amount of straightforward conversation and action in F.I., and a great deal of texts in prose and verse and of dancing and other highly choreographed pursuits (parlour games, hunting, and so on). The letters, poems, dances, and other social rituals advance the action, of course, but they are also there to highlight how rigidly codified and performed are all the interactions, exchanges, and happenings in the fiction. A good example is the episode in which the first extended conversation (or verbal swordfight) between F.I. it is a dance it has a restricted range of note values, so that the rhythm can be marked by feet as well as instruments. Gascoigne's principal achievement is in matching iambic lines of verse to a tune that has an upbeat, so that metrical accent coincides with musical downbeat (or 'ictus'), and in recognising that the long note in the second full bar equates to the extended caesura in a hexameter line (caesuras, we remember, were 'first devised […] by the musicians'). Holborne's version of the tune is here adapted and slightly simplified:
It is saying little, therefore, to claim that 'it aunswered very aptly to the note which the musike sounded, as the skillfull reader by due triall may approve'. In terms of modern musical notation, we simply have a crotchet (or quarter note) to each syllable, with longer notes at caesura and line end. Because the Tinternel is a stately dance, with all steps on the ground, it is possible for F.I. to dance and sing or recite his poem, and that surely is what is meant when he entreats Fraunces 'to daunce a Bargynet', says 'If it please you to followe...', and asks the musicians to play a well-known dance tune, but not so loudly that his words will be drowned out. In the words of one early choreography source, the dance would have ladie the zucado dez labros, and led hir again to the place from whence she yelded hir selfe. 49 Grange lifts Gascoigne's 'zucado dez labros' from F.I. (149), and transforms 'loath to depart' into a dance, 50 a trick he repeats a little later ('for iudge ye whether his harte daunced lothe to departe or no'). 51 He also, in the poems appended to his book (named, with a nod to Gascoigne, 'Granges Garden'), includes three poems from I.G. vertically, make another poem, in this case: 'Seene hath the eie, chosen hath the heart,| Firme is the faith, and loath to depart'. 57 This seems to be Chester's own version of the song's opening couplet, and it lends strength to the inference that the original song would have included the heart and the faithful friends found in Grange and Ravenscroft, and that perhaps, therefore, Ravenscroft's round is as close to the song's textual form as we can hope to come.
Gascoigne's play with 'Loath to depart' clearly draws energy from the references to performance within the song itself ('like faithfull friends, sing loath to depart'), an energy impelled by the catchy rhythms of the music:
Middleton's and Rowley's Clown is drawn to the same moment in the song, for the same reason, and in a different way straddles the threshold between written word and performance:
is 'Hum's loath to depart' a stage direction? does he sing those words? does the printed text supply the words the original theatre audience would have inferred from the humming?
'Loath to depart' is a part of a thread of musical references running through 'The
Adventures of Master F.I.', taking us through Elinor's and F.I.'s affair to its dismal conclusion and postscript. 58 In particular, F.I.'s rival the Secretary makes a different kind of music with Elinor, so that 'she was now in another tewne' (210):
it fell out that the Secretary having bin of long time absent, and therby his quils and pennes not worn so neer as they were wont to be, did now prick such faire large notes, that his Thinking of 'Loath to depart' as a round sung by multiple voices, or as a piece that Elinor and F.I. play together, or as a dance (as Grange wishes to do), or as a tune so familiar that humming it seems to speak its words, helps us to see why Gascoigne is interested in using music in general and this piece of music in particular to model the relationships he represents.
The music is familiar -we've heard it all before -and yet it is subtly different in every new performance. That performance is a coming together of two parts, voices, and bodies in harmonized music, in song, in dance. They perform their separate parts together, they are both in unison and apart. The performance demands skill of its performers -and those skills are the result of much practice. The interactions of lovers can be understood then, as a reconfiguration of well-learned dance moves, or verbal formulae, or well-known tunes, as practice in the sense known to musicians as well as that described by Bourdieu. All these kinds of practice are 'series of moves which are objectively organized as strategies without also wantonized and danced a Loath to depart in the winding of those Streames, which seeme willingly againe and againe to embrace that beloued Soile'). 47 Earliest EEBO examples in religious literature: Stephen Jerome, Seauen helpes to Heauen (1614), K8v ('What the causes are that cause the carnall man to sing Loath to depart, you haue heard'); and Thomas Wilson, Saints by calling (1620), I4v ('they play loath to depart').
The italicization in the Jerome, as in the Purchas example above, makes clear how the usage refers to the title of a song or dance.
